forms;
7 a website has been established; 8 several studies have summarized the evolution of theoretical debate; 9 still others have suggested productive templates for considering the creative fissures and fractures at work in autofiction. 10 As the French academy has grappled with autofiction's premises, it has most frequently sought to relate them to 'safe' (male/canonical) authors, treating as secondary the substantial range of experimentation by new women writers that constitutes some of autofiction's most distinctive practice.
11 Important debates about gender-specific production and consumption of autofiction or about how the rise of autofiction inflects the broader narrative of women's relationship to autobiography have scarcely begun to unfold.
12 Their progress has doubtless been impeded as women's work has borne the brunt of misgivings about autofiction's legitimacy. 13 It is nevertheless clear that a distinct phase in women's selfnarrative in French is under way; one that is remarkable for the extraordinarily difficult material it explores, for the sophisticated channels of self-apprehension it furrows, and for its fertile repositionings of the 'I'. Most critical appraisal of this evolution has come from outside France, 14 although the 2008 Colloque de Cerisy on autofiction represented an important shift in that it produced an articles on Christine Angot, Nina Bouraoui, Nicole Brossard, Annie Ernaux, and Nathalie Rheims, as well as an interview with Chloé Delaume. 7 A conference at Nanterre in 1992 produced 15 It also inspired the autofictional manifesto of writer-performer Chloé Delaume, an impassioned and critically astute argument for autofiction's potential. 16 The spectrum of practices of the 'I' in women's autofiction needs charting. At one extreme Delaume engages in repeated autofictional self-repositioning; at the other Annie Ernaux claims a sociologically driven 'I' that, far from constituting 'un moyen de [. . .] m'autofictionner', is transpersonal and sometimes scarcely gendered. 17 Distinctive territories of self-fictionalization are staked out between these positions by writers such as Amélie Nothomb, 18 Camille Laurens, 19 Christine Angot, 20 Régine Robin, 21 and Marie Darrieussecq.
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Through Catherine Cusset, Catherine Millet, Alina Reyes, and a number of other women writers, autofiction's self-splitting and dissociation are linked to new, affirmative spaces of feminine desire. 23 Sarah Cooper credits Cusset with creating a distinctive, guilt-free libertinage, 24 while Philippe Lejeune hails Millet's controversial elaboration of Catherine M's sex life as 'un acte anthropologique original et courageux'. 25 The impact of these unusual experiments derives, in part, from their authors' owning of excessive, sometimes violent, experiences, which are the more readily explored through autofictional distancing.
The privileged connection between women's autofiction and trauma requires further analysis. How does combining fact and fictional material allow practitioners (for example, Angot, Robin, Geneviève Brisac, Chantal Chawaf, Danielle Sallenave, Hélène Duffau, to name a few) to respond to rape, incest, violence, illness, and death? The trope of the wound has been fertile here, not least for the tension it embodies between rending and repair. 26 Practitioners as diverse as Delaume and Nina Bouraoui interrogate wounding within urgent autofictional experiments that are locked into violent trauma and self-(re)invention. 27 For Anne-Marie Garat, the autofictional fault line is a unique locus for confronting emotional wounds that are beyond articulation. 28 Trauma is also seen to lend particular shapes and rhythms to autofiction. Connecting autofiction to the Shoah in 'L'Autofiction, un genre nouveau?', Elizabeth Molkou observes how Robin's wounded writing abandons structurally any hope of coherence or continuity; 29 the multiple fractures that complicate Angot's nervous autofictional stream are linked by several critics to the underlying self-fracturing experience of incest;
30 Barbara Havercroft notes the starved autofictional prose through which Brisac offers up her anorexic body; 31 Cusset sees her own autofiction as constructed around the 'mise à jour d'une culpabilité'. 32 A number of narratives of unresolved pain are shaped, in Doubrovskyan fashion, through the foregrounding of psychoanalytic processes, 33 while the analytic encounter is proposed as a model for the reader-writer relationship in Angot. 34 Certain of the formal features of contemporary écriture de soi highlighted by Dominique Viart and Bruno Vercier -concentric narrative that drills down repeatedly into the same material; vertiginous exhaustivity; immediacy; proximity to the act of writing 35 -are particularly salient in women's autofictional projects.
Several studies explore the ethical terrain surrounding autofiction, including issues of authenticity and integrity and legal intervention over privacy rights. 36 
37 Camille Laurens saw this harrowing (fictional) account of a mother's loss of her baby as an obscene reworking of her own (factual) book of mourning, Philippe, 38 and accused Darrieussecq of 'plagiat psychique'. 39 Darrieussecq's defence, an extensive exploration of owned versus imagined experience in first-person writing, was elaborated in a range of publications.
40 Intriguingly, the post-history of this battle spills over into Laurens's subsequent autofictional book. 41 Equally intriguingly, and linked to autofiction's connection with trauma discussed above, it was after writing Philippe that Laurens eschewed both fiction and autobiography and began to elaborate her own autofictional practice, a move that is sharply illustrative of the strategic attractiveness of the autofictional 'I'.
Readers as well as writers invest intensively in the 'I'. If, as Claire Boyle claims, reader-writer relations in autobiography are riddled by anxiety and mutual distrust, autofiction potentially amplifies that relationship. 42 Further study is needed of how women writers and readers construct each other in autofiction. Christine Angot's determination to leave her reader in doubt, the consequences of which are analysed by Gill Rye, 43 violently challenges the (specifically gendered) pacts of trust that have underpinned much women's writing and reading. Rye shows how Angot's reader is caught up in limit-testing accounts that probe the various ways readers consume autobiographical subjects. Angot's aggressive stance is at one end of a fertile spectrum of new practices that are bringing readers and writers repeatedly to renegotiate the terms of their encounter. This renegotiation does not, however, imply loss of the rich connectivity attained through women's self-narrative. 44 Annie Richard notes the 'autorité inouïe' and the 'force illocutoire' of the autofictional 'I' and argues for the value to readers of its extreme vulnerability; 45 Darrieussecq's defence of autofiction points to the integrity involved in acknowledging 'la part de brouillage et de fiction due [. . .] à l'inconscient'; 46 while Hélène Jaccomard argues that autofiction does offer a pact with the reader, if an oxymoronic one. 47 As a distinctive meeting place, autofiction prioritizes rehearsal, experiment, and adventure.
The sense of fracture and self-estrangement inherent in autofiction surfaces in specific ways in women's articulations of culturally hybrid identities. Analysing the work of women writers from Belgium (Nothomb and Suzanne Lilar), Senegal (Ken Bugul), the Caribbean (Maryse Condé), and Algeria (Bouraoui and Assia Djebar), Natalie Edwards and Christopher Hogarth's edited volume This 'Self ' Which Is Not One probes the uses and effects of the fragmented and pluralized 'I'. 48 Hybridity, métissage, structural fragmentation, and multi-voicing are shown to be productive responses to inherently unstable subject positioning.
Exploring similar terrain, Les enJEux de l'autobiographique dans les littératures de langue française, edited by Susanne Gehrmann and Claudia Gronemann, shows how writing from Québec, Africa, the Antilles, and the Maghreb disengages from Western logic. 49 Threaded through the volume's essays on Djebar, Bugul, Robin, Malika Mokeddem, and Nicole Brossart are investigations of uprooting, disinheritance, language, the body, indigenous literary traditions, and, importantly, of the stakes of coming to writing, self-situating, and finding voice as a woman within a specific sociocultural heritage. Françoise Simonet-Tenant probes related questions in a recent study, 50 while the effects of self-fictionalization and the deconstruction of autobiographical authority are analysed by Lisa McNee in an essay comparing the truth/fiction dichotomy in African writers Bugul, Mokeddem, and Marie-Thérèse Humbert. 51 McNee detects in their work an almost compulsive mise en doute of autobiographical authority and argues that autofictional strategies of self-camouflage and brouillage de piste allow simultaneously for exploratory opening up and self-protection of what she conceptualizes as nomadic identities. Renée Larrier sees francophone Caribbean autofiction as a restorative counterweight to the legacy of muting endured in slavery, colonialism, and patriarchy. 52 The autofictional 'I' is both witness and performer, 'restor[ing] subjectivity, construct[ing] a much-needed archive, disrupt[ing] conventional literary and cinematic representations, and chang[ing] our understanding of Martinican, Guadeloupian and Haitian communities'. 53 For Larrier, the principles of danmyé, a combat dance grounded in interaction, negotiation, improvisation, and positionality, inform the construction and ethos of Caribbean autofiction. The productive notion of autofictional 'dancing' is seen in Maryse Condé's writing, which, Larrier argues, subverts metropolitan practices of autofiction, allowing the 'I' to rove among characters and perspectives, and questioning the adequacy of single-witness testimony. Condé writes in such a way, argues Larrier, as to 'combine autofiction with collage text[île]'.
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What emerges from these studies is a sense of the enrichment of women's self-narrative by postcolonial theories and non-Western perspectives on subjectivity, authorship, writing, history, and memory. Autofiction is seen to be linked to promoting individual and social change and to constructing identity in situations of tension and in locations outside metropolitan France. It is precisely the study of what cultures beyond the Franco-French literary scene have been making of autofiction that was the subject of the second conference on the field at Cerisy-la-Salle (16 -23 July 2012). Entitled 'Culture(S) et autofiction(S)' and organized by Isabelle Grell and Arnaud Genon, this forum focused on how autofictional writing has been transformed as it has been harnessed to express a wide range of cultural realities. 55 Debates pursued include autofictional practice in women writers from the Maghreb, political dimensions of women's autofiction, and the relation between autofiction and American post-feminism.
As a practice of the subject, autofiction exceeds the boundaries of discipline and media. Several critics have explored how Sophie Calle's mixed-media life narratives probe connections between autobiography and fictional scripts.
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A key practitioner of specifically feminine autofictional practice, Calle powerfully explores vulnerability, returns magnetically to paradigmatic experiences of 52 disappointed love, and defines her work as therapeutic -a way of 'taking care of herself '. 57 Critical reception of Calle often reconnects women's autofiction and narcissism, ignoring how, as Véronique Montémont and Françoise Simonet-Tenant argue, her capacious, polyphonically structured works make ample space for others. 58 If, as Mounir Laouyen observes, autofiction is 'le lieu où le sujet se perd et se dissout dans la multiplicité', 59 Calle's installations and phototexts are surely exemplary of this phenomenon. The potential of photography within autofiction is explored in a recent cluster of self-narrative works by Ernaux, Laurens, Marie NDiaye, and Anne Brochet, each consisting of a written narrative haunted by embedded photographs, each questioning the status of (analogue) photography as evidence that might lead to the self. 60 NDiaye's recalcitrant Autoportrait en vert is analysed by Daisy Connon as a phototextual exercise in 'uncanny autofiction' whose very subject is 'the problematics of selfhood and self-representation'. 61 A rich seam of autofictional experiment is to be found in women practitioners of the bande dessinée, wherein autofiction's problematic of self-estrangement, as well as its potential of self-generation as other, are played out very concretely. In studies of autofictional cartoon art by practitioners such as Nine Antico, Florence Cestac, É lodie Durand, Lisa Mandel, Pauline Martin, and Aude Picault, Ann Miller analyses articulations of gender, depictions of the female body, and the widespread emphasis on mourning and loss. 62 Miller also traces the articulation within women's graphic autofiction of self-splitting across cultural divides, in work by Lebanese, Belgian, and Quebec creators as well as that of Iranian Marjan Satrapi. 63 
